Fame is fickle, flirtatious and eternally female. The famed are always men; women have been relegated to occasional footnotes in the history of fame. This book intends to redress the balance by examining a particular cultural moment, from the mid-eighteenth century to the first decades of the nineteenth, when fame as a concept underwent a process of feminization and enabled women to embrace celebrity. In what has become known as the 'age of personality', fame was debated in theory, but also experimented with in practice, in full view of the public. Fame became something other than an exclusive and exclusionary bastion of the socially privileged in this period and became, to borrow the words of Jean-Jacques Rousseau, a form of celebrity which was 'more [one 's] own', something to be achieved and enjoyed in a lifetime rather than as a lifetime achievement.
1
It has become a frustrating, critical commonplace to acknowledge this democratizing process only in relation to men. 2 While progress has been made in the study of eighteenth-century women's writing, there still remains an apparent barrier to allowing women their share of publicity, even in cases where this was recognized by their contemporaries. In practice, women came increasingly to dominate a feminized literary culture, their civilized and civilizing influences providing the standard by which to judge cultural sophistication. Women have been described by critics largely as spectators of the new sorts of glory, shying away from the glare of publicity. Female sociability and social influence were perceived by eighteenth-century commentators as productive and thus progressive in the development of an enlightened and prosperous society, but women were also intimately and actively involved in the quest for literary laurels, and were celebrated for their achievements by their contemporaries of both sexes. I want to readdress this critical marginalization of the famous female writer and suggest that women were actively embracing the new forms of public self-representation. The politics of fame shifted in the second half of the eighteenth century to allow not only a more democratic modernization of celebrity, but also a feminization of a classical concept increasingly outmoded in a society driven by an obsession with instantaneous, multi-media forms of representation.
In Nobody's Story: The Vanishing Acts of Women Writers in the Marketplace, 1670-1820 Catherine Gallagher suggests that 'women, authorship, and the marketplace had -literally -nothing in common', that 'nothingness and disembodiment' defined female authorship during this period.
3 For Gallagher, women writers divorced their authorial from their personal identities, for propriety's sake, becoming 'nobody' in the literary marketplace. Yet far from accomplishing vanishing acts, women were actively promoting named public presence. As Mary Scott claimed in The Female Advocate of 1774, statistics bore this out and 'Female Authors have appeared with honour, in almost every walk of literature'. 4 By the 1790s, women were more likely to put their name on the title-page of their productions than men and, as Carla Hesse has shown in a study of female literary presence in France: 'When women, like men, chose to publish their writings, no law compelled them to identify themselvesbut they did. They were not compelled to use a given legal name, or the same name on all their publications but a great many of them did'. 5 Realizing the necessity for self-exposure in a society obsessed with celebrity, women skilfully managed their public images, marshalling the expanding print culture to their advantage and mounting a successful challenge for literary laurels. Indeed, as Mary Seymour Montague contended in her Original Essay on Woman, to achieve renown, men now even had to '[d] 
Posthumous passing
From ancient times fame had been associated exclusively with the masculine heroic, with military or political martyrdom for a greater cause. In the first decades of the eighteenth century the value of fame to be achieved only as posthumous reward was already undergoing close scrutiny, sometimes in the most unlikely of locations. The Marchioness de Lambert's Advice of a Mother to Her Daughter (1727) made some intriguing points about the reputations of women:
The virtues that make a figure in the world do not fall to the women's share; there [sic] virtues are of a simple and peaceable nature: Fame will have nothing to do with us. 'Twas a saying of one of the Ancients, that the 'greatest virtues are for the men' [,] he allows the women nothing but the single merit of being unknown; and 'such as are most praised, (says he) are not always the persons that deserve it best; but rather such as are not talked of at all'. This notion seems to me to be wrong; but to reduce this maxim into practice, I think it best to avoid the world, and making a figure, which always strikes at modesty, and be contented with being one's own spectator.
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Advocating the public promotion of female accomplishment, de Lambert lamented an antiquated, misogynist theory of fame which excludes women as undeserving nobodies. Invisible, because lacking in heroic qualities, women should remain content with an unpublished reputation. While de Lambert appeared to concur with the introspective, retired female lot, she hinted at the possibility of future change. By implying that fame 'will have nothing to do with' the feminine, de Lambert suggested that an active engagement with this passive 'virtue' may easily alter the situation, redirecting the course of female celebrity. Deeming the current state of affairs undesirable, de Lambert pointed to a future in which 'striking' the world, making a 'figure' and attracting attention to oneself might become a distinct possibility for women. It is the realization of this 'notion' that this analysis will explore.
Exclusive and exclusionary, classical forms of glory involved public action, and personal fame was achieved often through self-abnegation for the good of the nation. Self-sacrifice to gain an uncertain future renown or to obtain the ultimate reward from God in Heaven was complemented, in this period, by more enticing models of selfglorification. In 1709 and 1711 in the Tatler and the Spectator, two of the most popular literary journals of the eighteenth century, Joseph Addison debated issues about fame and the famous which would preoccupy many essays over the next century. In the Tatler article Addison drew attention to two unequal kinds of fame: 'that which the Soul really enjoys after this Life, and that imaginary Existence by which Men live in their Fame and Reputation'.
8 Fame on earth, among one's contemporaries, was depicted here as illusory when set against the greater achievement of God-given glory after death. Addison detailed a dream where he joined the famous on the paths to immortality as they literally toiled to climb the mountain to renown, enticed by the 'Call of Heavenly Musick ' (p. 15 Addison's Tatler dream opens up a number of questions about the changing nature of fame in the eighteenth century. There seemed to be no exclusive hierarchy in this Palace of Fame; inventors, explorers and writers are admitted alongside emperors and statesmen. Illustrious warriors were, furthermore, unable to represent themselves in Addison's early eighteenth-century vision of a gathering of the famous, where writers bid for a celebrated status of their own by detailing the lives of the dead. Although Addison was later lauded throughout the eighteenth century for his play about classical heroism, Cato (1713), here he offered a different perspective. Far from entranced by classical heroes, Addison preferred to contemplate those celebrated in his present, who, through propinquity, seemed to offer him a greater sense of achievable reality. In three consecutive articles for the Spectator two years later, Addison addressed the relative benefits of fame achieved during one's lifetime in relation to fame conferred after death by God. The essays turned on one issue: the happiness to be gained from celebrity status. Mistrusting the judgements of contemporaries, Addison put faith in the omnipotence of God to reward the worthy, who may not be recognized on earth. Despite earlier comments in the Tatler Addison still seemed to question a system of glorification based upon social exclusivity, upon factors which render 'Fame a Thing difficult to be obtained by all'.
9 Easily won, but just as easily lost, reputation can be guaranteed and obtained passively, without struggle, for all deserving of distinction only by the grace of God. Heaven provided a veritable republic of fame for Addison, one which, as yet, he could not envisage on earth. There is a powerful sense in this collection of articles by Addison, however, that if one's contemporaries could learn to 'look upon the Soul' through more than 'outward Actions', to value the true self, then fame could be achieved in the present, 'the Goodness of our Actions' balanced by the 'Sincerity of our Intentions'.
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By the middle of the eighteenth century the classical notion of posthumous reward was becoming increasingly open to question. Why project oneself into a future which might never recognize the importance of one's actions, when contemporaries were ready and able to applaud deeds which would have more impact upon them than upon any unborn ancestors? As Adam Smith observed in The Theory of Moral Sentiments (1759), there was very little difference between anticipating a 'renown which [one] could no longer enjoy' and approbation 'never to be bestowed'.
11 Over half a century after Smith's comments, Lord Byron would make similar pronouncements in Don Juan on the essentially self-defeating objectives of posthumous renown: some persons plead In an appeal to the unborn, whom they, In the faith of their procreative creed, Baptize Posterity, or future clay, -To me seems but a dubious kind of reed To lean on for support in any way; Since odds are that Posterity will know No more of them, than they of her, I trow.
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Although exciting and reckless, this sense of carpe diem seemed paradoxically to guarantee a stable, manageable public image within one's lifetime. This model of celebrity intrigued and enticed Byron's late eighteenth-century predecessors and contemporaries and spurred them on to seek for laurels. The glory of military success was similarly seen as exclusive and hierarchical, the increasing democratization of society rendering these concepts irrelevant to modern mores. As Thomas Martyn suggested in Dissertations upon the Aeneids (1760):
The lives and actions of illustrious warriors and statesmen have ever been esteemed worthy the attention of the public: but this age has been the first to enter the more private walks of life, to contemplate merit in the shades, and to admire the more silent virtues. Dazzled with the glare of military talents, or caught up in the intricacies of state politics; the world seldom condescended to look upon literary accomplishments even of the highest order; but wholly disdained the study of common life, and those characters which it would be of the most general use to be acquainted with, because they lie the most open to imitation.
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Inaccessible and irrelevant, the hero of old was out of place in a society eager to embrace those who offer more quotidian, intimate forms of heroism. Private merged with public, the 'shades' become illuminated, the 'silent virtues' dazzling with their glare. Over the course of the period covered by this analysis, 'common life' would entrance; writers were to become the new heroes, women to embody the qualities requisite for celebrity.
In Romantic Poets and the Culture of Posterity Andrew Bennett examines the careers of Wordsworth, Coleridge, Keats, Shelley and Byron. Bennett claims that the late eighteenth and early nineteenth centuries gave rise to the desire for a glorified posthumous reputation, one which would be encoded for future generations intimately within the neglected writer's text and which would pointedly ignore the possibilities offered by contemporary praise and mass market renown:
Once the conditions of publication and the market for books have given poetry audiences a certain anonymity, and once the democratization of readership has allowed a certain degradation, and, by association, a feminization of reading to become credible as a narrative of reception, then poets begin to figure reception in terms of an ideal audience -masculine, generalized, and anonymous -deferred to an unspecified future. Romanticism develops a theory of writing and reception which stresses the importance of the poet's originating subjectivity, and the work of art as an expression of self undermined by market forces, undiluted by appeals to the corrupt prejudices and desires of (bourgeois, contaminating, fallible, feminine, temporal, mortal) readers: the act of writing poetry becomes a self-governing and self-expressive practice.
14 By contrast, he argues, female Romantic writers reacted against this supposedly predominant theory, providing 'counter-discourses to the hegemony of (male) politics and as self-defensive strategies of selfeffacement', 'infect[ing] and affect[ing] the dominant mode'.
15 As Bennett has asserted, however, it was the male Romantics who, unable to obtain satisfactory contemporary popularity and presence in the literary marketplace, sought refuge in the hope of future glory, remaining indifferent to fame in the present, not because they were created for infinitely higher goals, but because they could not gain adequate approval of their contemporaries.
Unable to adapt successfully to the dominant mode of approbation in the 'age of personality', it was the male Romantics who were compelled to respond to the feminization of fame with their own counter-discourse. Revealing intimate details of subjective experience to a sensitive, but judgmental, contemporary audience was to allow oneself to become as effeminate as one's readers. To avoid the feminizing effects of both contemporary celebrity and approbation, they instigated a defence mechanism to re-masculinize fame as posthumous, an action which would justify their dissatisfaction with an audience of their peers, their disdain for the reading public. Reacting against the effects of contemporary celebrity, the male Romantics effectively revealed deepseated fears about their inability to acclimatize to the demands of a more feminized form of fame.
The rise of the literary celebrity
At the core of this investigation is the shift in authorial representation from a writer patronized by the privileged and disinterested few, to an author gaining contemporary fame by courting a vast reading public. This is not simply a study of reception, therefore, but an analysis of cultural and intellectual projection into the literary marketplace. An investigation into both how writers, including the six represented primarily here, were perceived by their publics, and also how the author, in an 'age of personality', conducted a dialogue with such a widely divergent readership in a bid for fame. In Britain the first decade of the eighteenth century saw unprecedented authorial empowerment in law under the Statute of Queen Anne (1710). Here the author was recognized as the possible proprietor of a text, with the resulting status as a legal entity, thus limiting the powers of the Stationers' Company, the ancient guild of booksellers and printers in London. The move away from the tradition of authorial subservience to a patron to the professionalization of the writer in a competitive marketplace now began. After Alexander Pope successfully won his case against his publisher, Edmund Curll, the author was further recognized in law as owning the copyright of his or her own correspondence. Victory to Pope, who, having tricked Curll into publishing an unauthorized collection in the first place, could now retaliate with an 'official' edition of his own epistolary correspondence. The focus of attention was now upon the author rather than the bookseller, the latter seen as working as a representative of the former. This seismic shift in the position of the author in legal discourse was reciprocated by the increasing cultural centrality of the writer. Proprietary rights were now linked inextricably with a powerful presence in the public sphere, marking the transition between exclusively masculine classical models of fame and an increasingly feminized contemporary celebrity culture.
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In the second half of the eighteenth century, with the expansion of print culture, the authorial figure became recognizable, someone to be visibly admired as a distinct entity, as well as through their works. Even the most notorious or revered writers were largely unknown outside their writings before this time, praised or criticized, but essentially anonymous or invisible. For example, Eliza Haywood, one of the most popular and prolific writers of the first part of the eighteenth century, who produced approximately one novel every three months in the 1720s, remained an obscure, shady figure behind her amatory fiction. In her novels The Memoirs of the Baron de Bosse (1725) and Letters from the Palace of Fame (1727) Haywood engaged directly with the problems of literary fame. Although Haywood realized that her productivity rate was second to none she also lamented the 'numerous Difficulties a Woman has to struggle through in her approach to Fame':
If her Writings are considerable enough to make any Figure in the World, Envy pursues her with unweary'd Diligence; and if, on the contrary, she only writes what is forgot, as soon as read, Contempt is all the Reward, her wish to please, excites; and the cold Breath of Scorn chills the little Genius she has, and which, perhaps, cherished by Encouragement, might, in Time, grow to a Praise-worthy Height.
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To become a successful celebrity, claimed Haywood, required the intervention of an omnipotent other; there was no sense here that she ascribed renown to self-promotion. The intervention of something mystical and inexplicable also occupied the pages of her Letters from the Palace of Fame. Here the Goddess of Fame was unreliable, fickle and elusive: 'success in everything is owing to the Stars, and even Fame herself is governed by them'.
18 Thus 'swayed by the planets' Fame was also a lying whore. While her voice is 'Rapture' and 'Transport', waywardly seducing the guests at the wedding of Ximene and Narzolphus with 'Pleasure and Contentment', she disguised the 'Guilt' of the bride with 'the Paintings of Modesty' and the 'rage' of her husband with 'Joy'. 19 Unable to harness fame to her cause in her own literary life, Haywood failed even to keep her bookselling business afloat. Ironically situated at the 'Sign of Fame' in Covent Garden, Haywood lasted less than a year at this location. 20 Similarly, Samuel Richardson's Pamela (1740-41) attracted and produced critical frenzy and massive reader response, but left the 'editor' Richardson in the shadow of his creations, as he was by those of his later works Clarissa (1747-48) and Sir Charles Grandison (1753-54) . 21 With the 1760s and Laurence Sterne and Jean-Jacques Rousseau, and the Europeanwide cult surrounding their novels Tristram Shandy and Julie; ou La Nouvelle Héloïse, came a dramatic change, a deliberate authorial conflation of fictional character with writer in a bid for audience affection and empathy. Sterne even began to write to his admirers in the eccentric style of his character, Tristram Shandy, presenting an enticing mêlée of author and creation to his public. By the late eighteenth century the public were eager to learn about the author's private life, his or her relationships and modes of composition. Every book review in the late eighteenth-century publications the European Magazine and London Review, for example, was followed by an 'Author's Note', in which the reviewer drew the reader's attention to the person outside the text. 22 Against the grain of contemporary critical theory, which refuses to contemplate the interrelationships between author and text, this book will argue that, in the late eighteenth and early nineteenth centuries, the authorial figure was, for the first time, integral to the reception of the writing, perceived as inextricably bound up with the creation process. As Mary Robinson stated in her essays on London for the Monthly Magazine; or, British Register of 1800: 'The author breathes in his works -lives in their spirit.' 23 This is not to suggest an unsophisticated reading of texts in relation solely to their author's lives, but to examine a cultural moment when the author was celebrated personally, both within and beyond their literary output, when, with the rise of biography and biographical dictionaries, came the celebration of personal endeavours and exertions. As the new hero the author assumed a public responsibility to a contemporary readership eager to profit from example.
The powerful force of the imagination in empathizing with another was first theorized by Adam Smith in The Theory of Moral Sentiments (1759). Finding the language which eluded Addison in 1711, when he lamented the inability of contemporaries to confer true fame upon the deserving, Smith theorized the peculiar phenomenon of the public's empathy with the famous, who are 'observed by all the world' for their 'movement and direction ' (p. 51) . For the first time, due to the expansion of print culture, the public not only had access to information about their heroes and heroines, but were often the means of maintaining their idol's celebrated status. With the decline of the patronage system, authors had access to a far greater readership, but one that sometimes seemed impossibly amorphous and anonymous. The writer had to maintain an equilibrium between flattery and condescension, between courting and alienating the mass of unknowns. As Smith suggested, the admiration of an audience had to be won through an irresistible mêlée of 'approbation heightened by wonder and surprise ' (p. 20 
):
A man is mortified when, after having endeavoured to divert the Company, he looks round and sees that nobody laughs at his jests but himself. On the contrary, the mirth of the company is highly agreeable to him, and he regards this correspondence of their sentiments with his own as the greatest applause. (p. 14)
With the increasing demands of an audience to be entertained by contemporary celebrities, fame-seekers in the late eighteenth and early nineteenth centuries had to become skilled in a more instantaneous, spontaneous form of glory.
Puffing
The means to achieve contemporary celebrity were provided by a rapidly expanding print culture which encouraged the craze for publicity of all kinds.
24 Publicity is employed here in both its senses, as it was in the later eighteenth and early nineteenth centuries, when it first entered the cultural lexicon in both Britain and France. An appearance in the public arena does not automatically suggest a mastery of the mechanics of self-promotion. To be thrust into the public glare, unwilling and unable to take advantage of this position, ensures that publicity is achieved in only one respect: that of a visible public image. By contrast, actively to capitalize upon one's place under the glare of media attention, to manipulate the forces of fame, becomes a new achievement in its own right. It is this latter form of publicity which will be investigated, in a cultural moment obsessed with the promotion of the self.
Publicity took many forms. With the dissemination of the media, the rise of newspapers and periodicals, and thus, most importantly, the increasing visibility of the celebrity as a person to be admired and emulated came the means to seduce an eager audience, by manipulating one's career or personal image. Richard Brinsley Sheridan's satirical play The Critic (1779) offered a unique insight into the workings of the late eighteenth-century 'fame machine'. Sheridan's play exposed the art of self-promotion through Puff, 'Practitioner in Panegyric' and 'Professor of the Art of Puffing', who claims:
PUFFING is of various sorts -the principal are, the PUFF DIRECTthe PUFF PRELIMINARY -the PUFF COLLATERAL -the PUFF COLLUSIVE, and the PUFF OBLIQUE, or PUFF BY IMPLICATION. -These all assume, as circumstances require, the various forms of LETTER TO THE EDITOR -OCCASIONAL ANECDOTE -IMPARTIAL CRITIQUE -OBSERVATION FROM CORRESPONDENT, or ADVERT-ISEMENT FROM THE PARTY.
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As illustrated by The Critic, in the second half of the eighteenth century, manipulating the media to advance one's position, gain greater cultural currency or attack opponents proved irresistible to the fame-seeker who had the luxurious choice of employing a professional publicist or actively engaging in his or her self-promotion. With the increasing commodification of culture at this time, one could easily advertise material goods to buy or sell, but also promote oneself. Now, self-advertisement was all. By 1759 Samuel Johnson could point not only to the obsession with publicity, but also to the increasing sophistication of the means of 'advertising [one's] own excellence': 26 'Whatever is common is despised. Advertisements are now so numerous that they are very negligently perused, and it is, therefore, become necessary to gain attention by a magnificence of promises, and by eloquence sometimes sublime and sometimes pathetic.
The trade of advertising is now so near to perfect, that it is not easy to propose any improvement.' 27 Detailed descriptions of the latest celebrity's accoutrements could boost the image of both manufacturer and manufactured. The latest dress, carriage, lover, puffed in advance, made the celebrity instantly recognizable to the public. Anyone could commission a portrait by the latest famous artist, provided they could pay the fees. Demand was so great for pictures of the latest star that engravers and miniaturists would often copy the portrait and introduce it into the print shops even before the paint had dried on the canvas, ensuring a maximum audience for the renowned of the day. A face could easily be tracked on the metropolitan streets, and the most painted women of the day, like Mary Robinson or the Gunning sisters, would be besieged while leaving houses, shops, parties. As Horace Walpole noted: 'there are mobs at their doors to see them get into their chairs; and people go early to get places at the theatre when it is known that they will be there'. 28 The astonishing advancement of print culture in Britain was endlessly remarked upon by European visitors. The German novelist Sophie von La Roche saw the British press as a provider and promoter of self-advancement:
At home we think we have done a great deal for the common man by inserting a modicum of good sense in the calendars, which are only issued to the people annually; but in England and in London there are 21 daily newspapers, containing news of foreign parts and states and excellent articles on all kinds of subjects, poetry, humorous and witty passages, satires and moral maxims, and historical and political essays in addition. I already mentioned the Ipswich paper at Mistress Norman's in Helveetsluys on that account, for this is only a provincial town, and yet so many ideas for one's enlightenment are contained in it.
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Whilst the press shaped and enlightened an eager audience, it also provided an enticing space for those seeking publicity.
Within a cultural environment conducive to self-promotion, the writers discussed in this book capitalized upon the favourable climate to market themselves and their writings. Geographically, the celebrity could reach further than ever before, the republic of fame becoming genuinely cosmopolitan. All the writers discussed in the following chapters achieved fame outside their own countries, their works translated into many European languages, their names and images disseminated across the continent. Both Germaine de Staël and Mary Robinson were known in Russia, one of the most distant and exciting outposts of Europe. Catharine Macaulay was lauded in America, William Hazlitt's essays found favour in France in spite of his frequent denunciation of the French propensity to capitulate to tyranny, and Frances Burney's novels attracted imitators across Europe. The metaphorical presence of the author in the European marketplace was coupled with the literal circulation of the authorial self, as well as the willingness of admirers not only to correspond with their heroes, but also to visit them and the places associated with their lives and works. Frances Burney visited British towns and found herself on a publicity tour, appearing in public for her admirers to stand and stare at the latest star novelist. Mary Robinson and Germaine de Staël, especially the latter, travelled across Europe and were recognized wherever they stayed. The cult surrounding Jean-Jacques Rousseau extended further than personal visits to the man himself and later to his shrine at Ermenonville. The places represented in his phenomenally successful bestseller La Nouvelle Héloïse were besieged post-publication with besotted admirers eager to see the revered 'classic ground', where, as the writer Helen Maria Williams put it in her A Tour in Switzerland, 'the one hundred sentimental pilgrims, [with] Heloise in hand, run over the rocks and mountains to catch the lover's inspiration'. 30 Instead of touring sites more usually associated with the great historical past, late eighteenth-and early nineteenth-century travellers sought increasingly to visit the living monuments of the present for inspiration.
It is the remarkable inspiration provided by the life and writings of Jean-Jacques Rousseau which opens this investigation into the feminization of fame. Rousseau's new sort of glory, an intoxicating combination of audience seduction and personal revelation, earned him a following of millions. Although supposedly, even on his own admission, a naïve recluse from the publicity soaked literary culture of the second half of eighteenth-century Europe, Rousseau was more than willing to employ and exploit the opportunities offered by the expanding print culture. Presenting his very soul to the public Rousseau attempted to reveal his personal motivations and intimate actions. Thus empowering his audience to judge and sympathize with his conduct, Rousseau re-created himself as a modern deity, encouraging a trend whereby gods could be worshipped into existence. Integrating writing with the private self, Rousseau put forward models of self-representation which were accommodating to women as well as men.
In chapter 2, I reassess the career of Catharine Macaulay, a woman whose rather colourful private life has always been divorced from her exceptionally successful career as the 'Celebrated Female Historian'. When her critics attacked her History of England for its strident republican politics, Macaulay responded vehemently in print that they did not discourage her from her endeavours but justified her aims. Refusing to capitulate and temper her beliefs, Catharine Macaulay proceeded to justify the erection of a statue to her as a living monument.
Unquestionably one of the most famous women of the late eighteenth century, Mary Robinson, is discussed in chapter 3. An actress who came to prominence after a much publicized liaison with the young Prince of Wales, Robinson was dogged by scandal throughout her life. Robinson was put in print, painted and circulated as a permanent fixture in the press of the 1780s. But this is only one side of the story. Robinson was also a skilful journalist, taking advantage of her position as an insider in one of the most up-and-coming and lucrative professions to analyse the celebrity culture of the day and to offer a feminized figure of fame as the solution to the dilemmas of the woman writer. Addressing her loyal public Mary Robinson employed her unique position in print culture, recycling her own famous name to promote the causes of female presence in the marketplace.
Chapter 4 takes a fresh look at the exceptionally lengthy career of the novelist Frances Burney, a writer who is still regularly held up by modern critics as the epitome of female fear in the face of publicity. In this chapter I dispel the myths of Burney's authorial terrors to reveal a woman well versed in the culture of her day, who managed to keep both fame and reputation intact by treading a fine line between the two.
Chapter 5 analyses the writings of Germaine de Staël, one of the most famous European writers and cultural theorists of the early nineteenth century. More than any other writer in this study, de Staël thematized and theorized fame in her texts and concerned herself obsessively in both life and art with the cultural role of the famous female. De Staël's contribution to European literary culture was immense and with her career came the final acknowledgment that fame had, irreversibly, become a feminized concept.
I conclude with a timely re-examination of the essays of the journalist and foremost cultural, literary and political critic of the 1810s and 1820s, William Hazlitt. Known as infamously for his vituperative attitude towards women as he is illustriously for his unflinching support of posthumous fame, I will suggest that, none the less, Hazlitt's writings showed an extraordinary faith in the 'effeminate' contemporary public to bolster the deserved celebration of the literary profession, and, importantly, as Britain entered the era of Reform, to achieve political and social improvements for themselves. No supporter of the doctrine of legitimacy, Hazlitt condemned the poets of this period for their anachronistic, aristocratic dismissal of public opinion in favour of a hopefully less severe posthumous evaluation. Suspicious of future neglect and the unknown judgements of posterity Hazlitt embraced the ethos of acting for the moment, opting to 'be brilliant' in the here and now.
From the latter half of the eighteenth century to the beginning of the nineteenth, from Rousseau to the Romantics, women contended successfully for literary laurels, achieving a previously unimagined cultural centrality. The concentration upon the contemporary allowed those previously excluded from masculine heroics to make an impact upon their peers and be instantly rewarded with a reputation built upon present exertions. Women writers especially would no longer be content to remain footnotes in the history of fame. By the 1820s, fame, though fickle, feminized and certain to fade, was embraced as one of the 'spirits of the age', infinitely preferable in its democratic acknowledgement of public opinion than the scorning of contemporaneity inherently embodied in the posthumous.
Rousseau's British reception. Burke was assured that the solid, stolid British, fed on a diet of 'the authors of sound antiquity', could never countenance the 'paradoxical morality' of Jean-Jacques Rousseau, and would not dream of drawing from Rousseau 'any rule or laws of conduct ' (p. 318 ). Yet Burke's contention that Rousseau and his writings could never permeate so effectively into the British consciousness as they had the distracted French proved mistaken. Even after revolution, regicide, Terror and war ordinary British readers remained loyal to and intrigued by Jean-Jacques. A submission to the popular theatrical journal the Monthly Mirror: Reflecting Men and Manners in August 1799 from Robert Fellows, a Warwickshire clergyman, not only offered comparative analyses of the characters of Burke and Rousseau, but suggested that the sustained public fascination with Rousseau was bolstered by widely read periodicals and newspapers, even during Anglo-French conflict. Concentrating especially upon the 'humanity' of each man, Fellows castigated Burke for failing the British people, for being unable to consider 'like a philosopher, the general principles, or, like a benevolent Christian, the general interests of human nature'.
2 Although critical of Rousseau for his admission in the Confessions that he had abandoned his children at a foundling hospital, thus revealing the hypocritical inhumanity of the writer of the educational treatise Émile, Fellows marvelled at Jean-Jacques' effect upon humanity as a whole. For Fellows, Burke's inability to consider his wider audience would always render him less popular with the public than Rousseau, whose writings, 'by their wide diffusion, and their enchanting eloquence', ensured that 'no man can rise from reading them without feeling a higher respect for his species' (72). In addition to the more general appeal of Rousseau, his 'genius and style' provided a unique charm for the individual reader, instilling a desire to extract and profit from the 'palpable form', the 'living entity' that forever remains of Rousseau in his writing (72).
Fellows' character sketches essentially deflected the accusation in A Letter to a Member of the National Assembly that Rousseau and his writings had little effect upon real life and manners in Britain, back upon 'inhumane' Burke himself. It is this resulting impact of Jean-Jacques' mode of self-representation, recognized by Fellows, which altered the ways in which the authorial figure, and even the ordinary man or woman, manifested themselves. Adopting and adapting the model of Rousseauvian fame, writers of the late eighteenth and early nineteenth centuries sought to make a name for themselves as new cultural heroes, tactically gaining public notice through an active generation
